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INTRODUCTION
I grew up on T.V., fast food and shopping malls. In
this environment, things instantaneous take too long and
often the package is more complex than the product.
Advertisements are a central element in this world, offering
promises that often have no foundation in reality. So much
of what we take to be true has been formulated for us by the
media. Few people are immune to this phenomenon and most
seem directed by it. It is unclear to me how many times my
own actions are by choice or by the power of suggestion.
Being a woman and wanting to break away from some of the
molds set due to my gender, I sensed the stranglehold that
the media has over me and, I suspect, most women.
Advertisements bombard us daily, which serve to direct our
tastes by telling us what is "in style." Even the
expectations we have of ourselves are shaped by the
impressions received from the television screen or the
magazine pages.
According to advertisements, to be a
"successful"
woman
today is to be able to retain a youthful, sexual, athletic
appearance, while effortlessly managing a career, a home, a
family and a man. My thesis exhibition was an attempt to
portray the disparity that I feel exists between media
representation, which does so much to form societal
consciousness, and the reality of current female roles.
My imagery tends to be humorous. This is not because I
take this situation lightly, but rather, it is because when I
notice these media trends, I am overwhelmed by the absurdity
of it all. I like to poke fun at these absurdities, but I
realize that what I am trying to say in my work is only the
tip of a much larger iceberg, the scope of which I could not
possibly contain in one art exhibition. By satirizing the
media ' s treatment of women, I hoped that the viewer would
also understand that I am commenting on the concept of
women^s roles in contemporary society.
I did not come to verbalize these ideas very easily.
They evolved as I worked on my art and on the exhibition.
The work allowed me to see what I had not specifically
understood before .
It is this evolutionary process which I hope to capture
in this report. To do so, I will discuss the three groups of
work that formed the exhibition in the order of their
development. The groups are:
o Paper Dolls
o Calendar Girls
o Video Vanity
Each is a distinct group worthy of its own discussion.
However, each has roots in a previous body of work. Whenever
possible, I will indicate where my ideas for one influenced
my ideas for another. In this way, I hope to illustrate my
thought patterns as the entire exhibition progressed .
Besides this conceptual discussion of the exhibition, I
will also include sections on the installation, audience
reaction and technical notes .
PAPER DOLLS
Almost unknowingly, I began my thesis work with a few of
the photographs in this particular series. During the spring
of 1982, I began to tire of wandering the streets of
Rochester, in search of a "photograph," which I could capture
with my camera. I turned to creating my own photographic
world, which evolved out of my imagination and which existed
only in my studio. In the end, my photograph became the only
record of this world.
This was not an entirely new way of working for me.
Prior to coming to Rochester, my art often consisted of
collage constructions . They were generally 2-dimensional ,
one-of-a-kind pieces; however , I had never used a camera to
document the final product . Besides the similarity in
working styles , these collages also reflected my ongoing
interest in contemporary society as expressed by the mundane,
throw-away images that are created by that culture. I worked
satirically and enjoyed creating puns by juxtaposing
seemingly unrelated images. The work was always humorous,
but I felt that there was a serious side to it as well.
And so it is for my Paper Dolls. I began that series
with the photograph, "Modern
Brides." At the time that I
created this photograph, I was merely interested in combining
MODERN
BRIDES
the baby doll face with the magazine model cutouts because I
thought the constructions were funny. I hadn't yet
considered doing a series, nor had I as yet seen the deeper
meaning these images held for me.
I chose the bridal model because their very elegant
gowns contrasted most sharply with the inane baby face. I
added the text (which I found in an advice column to new
brides) to give another dimension to the scene. These
questions about sex offset the "virginal" white of the bridal
gowns by focusing on subjects that somehow don't fit with the
glossy magazine image of a bride.
I was quite pleased with this initial attempt at a 3-
dimensional, table top still life and I doubted that I had
exhausted all the possibilities for using that baby doll
face. So, I proceeded to attempt some other such
photographs. The ideas came slowly and constructing them
took even longer. I was frustrated because I was used to my
photography being
"immediate." When I tried to speed myself
up, I found that I made a lot of pictures but they were less
than adequate.
Despite this lack of success, I was able to learn a lot
from this first flurry of activity. I looked at all the
photographs I had done and a few interesting things began to
emerge. Once all these paper dolls were viewed as an
ensemble, I noticed that the repetition of the plastic face
mimicked the way magazine models all begin to look alike. In
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magazines, individuality is not encouraged or emphasized.
Instead, one sees clothes, jewelry, hair, make-up, and
environment. Nothing more is known about these
people, other than the fact that they are displaying wares
for our consideration. These models may as well be plastic,
expressionless dolls, each cut from the same mold.
I began to think about the notion that models not only
begin to look alike, but also they become the norm against
which people judge themselves. Being bombarded by the same
"look"
again and again causes a feeling of inadequacy in most
of us because few people fit that idealized mold.
From these thoughts, I began to develop ideas for more
photographs which warranted a slower and more careful
approach to my picture-making. I became more methodical and
more interested in how the content of my work was conveyed.
It was around this time that I produced "Tummy Bulge." In
it, I was attempting to depart from the straight proscenium
like stage set of the other photographs. Instead I was
looking to arrange the photograph in such a way that one saw
a flat surface (in the lines) and a 3-D space (in the grid.)
I also wanted to clearly point out the skinny body mania that
is currently so all pervasive. Everyone wants to be thin and
fashion ads do much to promote that desire within all of us.
TUMMY
BULGE
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To me, this photograph typifies how women are encouraged
to analyze and dissect what they see in the mirror, as well
as to monitor constantly their size, their weight, their
measurements, even their calorie intake, all of which is done
in the unending pursuit of "fitting the mold." Women seen to
be always measuring themselves against one another to
determine whether they fit the desired mold. The models in
this photograph have been set out on graph paper and their
physical features are being highlighted and compared as in a
scientific chart.
In magazines, the models are on display for the
consumer, becoming tools for marketing and sales promotion.
Their clothes, their make-up, their physique, their "total
look"
are all up for sale. Such displaying of wares seems
only a step away from pornography. In considering this, I
decided to include an investigation of pornographic magazines
in my thesis. So, around this time, I tried some
constructions that used the baby doll face attached to cut
outs from porn magazines. The result was a surprise to me.
They were too close to the real thing and were unable to
convey the point I had intended. I soon abandoned the porn
cut-outs and used other props. This was the beginning of the
"Calendar Girls," a full discussion of which is saved for a
later section.
Despite the initial failure of my porn cut-outs, I was
still interested investigating the idea that all the
"fashion"
magazines subtly market sensuality and sexuality in
order to sell a product. It seems that the main difference
between porn pictures and fashion advertisements is that
pornography explicitly markets sexuality. Fashion magazines
and television commercials, are merely implicitly marketing
women's sexuality. In doing so, they contribute to the
notion that women are enticing objects, surveyed and used for
pleasure. The models market their own sensuality to do their
job. Viewers, then, accept that image as accurate
representations of these women. I am beginning to think that
such "low level" pornography is just as degrading, if not
more so, as that of the
"girly"
magazines. I am sure that it
is more prevalent in our society.
The photograph,
"Angels" exemplifies my thoughts about
low level pornography. The delicate gold-toned haloes, the
richly adorned setting and the religious implication of the
title are all suggestive of a Byzantine fresco. The models
are angels, an icon that stands for purity. Yet, a closer
look at these angles reveals sensual poses, unmasked
expressions and provocative clothing, all of which convey
distinct
"come-ons" to the viewer. These dolls at once
represent purity and vampishness. I hope that
the religious symbolism is muting the obvious sexuality of
the models and it becomes
"OK" for the viewer to desire them.
10
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To conclude, advertisements, from the photograph to the
text to the layout, are all calculated to do one thing:
sell. In order to do so advertisers must convince the
consumer that she needs the product because she is deficient
in one way or another and the product will cure that
deficiency. Advertisers are successful because they create
and build on desires and fears in order to sell their
products. The result seems to be a society that feels
inadequate because no matter how many things we own, the
media always manages to create a new void in our lives. All
the photographs in the Paper Doll series are meant to
satirize this perpetual advertising cycle, the by-product of
which seems to be a society of dissatisfied people, who are
financially supporting the advertising industry.
14
CALENDAR GIRLS
As I mentioned earlier, this series began when I
attempted to include pornographic images in my exhibition by
affixing the baby doll faces to actual photos of naked women.
However I felt that these photos were too explicit. No
matter how often I reminded myself that these photos were
intended to spoof traditional girly calendars, I could not
detach my impressions of them from the outright pornographic
nature of the raw materials that I was using. It seemed I
needed a different approach.
When I discussed my dilemma with Tina Lent, she helped
me to discover a number of alternate approaches. It seemed
that the most important thing to keep in mind was to imply
pornographic nudity without relying upon actual pornographic
materials. Furthermore, I wanted this series to retain the
satirical humor that is present in the Paper Doll Series. It
was then that I learned of the anatomically-correct, stuffed
doll that is used as a visual aid in the Human Sexuality
classes at RIT. The professor for this class, Ms. Joanne
Jacobs, was kind enough to allow me to try a few test shots,
using her doll as my
"nude."
After developing and printing Ms. December, I knew that
I had found my solution. Comparing the earlier Ms. December
15
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and this most recent one, it was clear to me that the stuffed
doll version succeeded where the other failed. My new
"model's"
nudity was not the overpowering factor in the
photograph. Instead, she resembled a traditional pin-up
girl, but clearly she was not a traditional pin-up girl. She
was only a stuffed doll, who because she has breasts and
genitals has been made to look more vulnerable by having her
clothing removed and being posed for the camera. I hoped
that presenting my calendar idea in this way.- the viewer
would detach themselves from pornographic materials, long
enough to realize that pornography is actually exploitative.
I was fortunate that this particular doll worked so
well: she was the perfect size for my tabletop, her physical
attributes were very close to the real thing, and she was
easy to pose into many different positions. Furthermore, I
found that her distinctly human characteristics were
amplified when she was placed into the specially designed
sets that corresponded to each month of the year.
As the series progressed, I saw that she began to take
on a personality. She became almost human. This, I felt,
was a plus because now the viewer might start to believe that
she was
"real,"
making it easer to understand my point. In
this way, I achieved what I set out to do. I portrayed
pornography without relying on it for my imagery and I was
able to convey its effects on people in a satirical manner.
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I believe that this series is actually one piece. Each
photograph could stand alone, but their effect is made that
much more powerful when seen as an ensemble. In fact, I
would like to see them published as a calendar. Doing so
would truly present a spoof of a girly calendar.
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VIDEO VANITY
As the rest of my thesis was developing, I was just
beginning to explore a new medium, that of video technology.
Learning video techniques had opened up a whole new world to
me and it was with much enthusiasm that I worked on this new
skill. I knew, from the very beginning, that I wished to
continue to work in this medium, as well as to discover ways
in which I could incorporate my ideas into video
presentations. I saw my thesis exhibition as one of my first
chances to do so. My thoughts on making "Video Vanity" came
together slowly- It was a long process that included my
attempts to understand and work with this new (to me)
technology.
Up until "Video
Vanity,"
my investigation centered
around imagery I could collect from print media. While this
media does much to portray women in exaggerated and
stereotypical ways, I knew that commercial television
probably does even more to present these images of women and
this medium reaches a much larger audience. Television
contains all sorts of subtle and not-so-subtle messages that
do much to mold our views about how we see ourselves and live
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our lives. Taking this into consideration, I knew that there
was no way that I could ignore the television media in my
thesis show.
As I thought about video technology, I realized that I
had to consider how I could incorporate a video program into
a exhibition of still photographs. I had already heard a
great deal about video installations and I had already seen
quite a few examples of work done in this medium in museums
and galleries. However, the work that I had seen prior to my
own encounter with video technology was not very meaningful
to me. If I haven^t worked in a medium myself, I find it
harder to appreciate and understand works in that medium.
Therefore, I was familiar with video art but still felt
ignorant of the possibilities.
Then, almost tailor-made to my need, the Visual Studies
Workshop presented an exhibition of video installations,
which included work by a diverse group of artists who used
video in their art. I enthusiastically attended the show and
studied each piece for its content and execution.
I felt that the show was inconsistent in its quality.
There were some exceptional pieces, but there were some
rather boring ones. The ones that bored me most often were
the ones in which the artist gave little thought to how the
hardware (the television monitor and the videocassette
recorder) would look sitting in the gallery. It surprised me
to learn that how the videotape is viewed, plays an integral
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part in how it is perceived. If one was going to show a
videotape in a gallery, one had to think about how it will be
integrated into the environment. It was important for me to
learn this important difference between media artists, who
show work in a gallery, and film artists, who show work in a
cinema.
I learned something else from the Visual Studies
Workshop exhibition which aided me in planning for my video
piece. Many of the works in the exhibition contained long,
drawn out videotapes that seemed to demand too much patience
from a gallery viewer. There were programs that seemed to
say very little in an exorbitant amount of time, and with all
the distractions that a gallery affords, it was difficult to
tell whether the work itself was dull or that it was just too
hard to concentrate. I began to feel that if an artist makes
a film or a videotape that requires a viewer xs undivided
attention for a long time, then the work is better seen in a
separate screening room.
Since I was planning a gallery exhibition and since I
was creating an exhibition of predominantly still
photographs, I knew that I had to put a great deal of thought
into not only the videotape itself, but also how the presence
of a monitor would be understood in relation to the
photographs on the wall.
It is hard to say which came first: the ideas for the
video's images or the ideas for the video's environment. I
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think they developed in tandem as my skills progressed and as
my exhibition plans came together. I know that as I started
planning for the piece, most of my still photographs were
completed. So, the photos were a given, and the installation
had to go with them. What tied the photographs together was
that they all had fashion models in them, they were all
specially designed still lives, they were colorful, and they
satirized the media's effect on what women see when they look
into the mirror. The more I considered these similarities,
the easier it was to pinpoint what I wanted to include in my
video installation .
The video 's environment should mimic the still lives
that I documented. I began to see that what I needed to do
was to create a full size version of one of my still lives,
within which the gallery viewers could move around (instead
of paper dolls.) I decided that I would use the same eye
that I had developed in making tabletop sets, to create this
larger environment for a television monitor.
I began to see a connection between what people
"see" in
their mirrors and what people
"see"
on their televisions.
T.V. shows us what we should look like, and it's that
television image which we want to see when we look into our
own real mirrors. That is how my installation environment
first began taking shape; I envisioned a woman's dressing
table, replacing the mirror with a T.V.
22
Of course all this was useless unless I has something to
show on the T.V. set. Until I had a videotape, I could not
truly finalize my installation plans. But at least this was
a starting point.
I began my shooting for the videotape in a fairly loose
way: when I started, I had no final plan for the program. I
know now that this is a risky prospect; one should have a
developed program idea and an overall shooting plan before
one begins. However, at that time, I was still fairly naive
when it came to video production and I chose to approach my
video shoots as I had approached my still photo shoots. The
result was that I shot a lot of different things that seemed
to make sense to include in the videotape, and in the end I
was faced with too much footage and a lot of work to edit it
all together . However , at the time , I knew no other way.
I began by shooting fashion shows. I had hoped that the
"real"
models juxtaposed with the paper models of the
photographs would create an interesting contrast. These real
models were the living, breathing ideals that I wanted to
reflect in my T.V. mirror. Fashion shows also provide a lot
of movement, color and sounds. This footage became my base,
around which I would work gathering other pieces of visual
information.
I also shot in a beauty parlor, where women go to attain
their ideal. I did not get a lot of footage out of that
shoot. Mostly, I came away with shots of women primping and
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of women looking at the camera after their hair was done.
However, this was enough, and it was during that shoot that I
thought of the idea to include a sequence of a woman putting
on her make-up, looking into the camera lens as though it
were her mirror.
As the footage was being collected, I began to consider
how it would be edited together. This was when I realized
that an overall plan is useful before beginning the shooting.
Since it was too late for that, I decided to regroup and to
take stock of what I had so far and what I needed to do in
order to make a cohesive piece. I had plenty of live models,
a good deal of fashion show chit-chat commentary, shots of
women surveying themselves in the mirror, and a complete
sequence of applying make-up looking straight into the camera
lens . All of this looked good to me and I considered editing
all this material into a montage. However, I really felt
something was missing. The piece needed my touch; something
that showed my perspective and sense of humor; something that
tied these images in with the still pictures.
This was when I thought of taking some of my paper dolls
and animating them to look as though they were walking around
on runways, just like their real life counterparts. After
many tries at film animation, I came up with some footage
that I liked very much. This was just what I needed to tie
not only the video together, but also to tie the show, as a
whole, together .
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In the end, the tape was brief (approximately 4 minutes)
giving snatches of visual information that repeated itself
continuously, on a monitor that was placed, like an
altarpiece, on an old fashioned dressing table. The sound I
chose to accompany the tape was one complete commentary from
one of the fashion shows I videotaped. I decided to place
the audio speakers away from the actual installation because
I wanted the viewer to connect the audio with the entire
exhibition and not just the dressing table. The commentary
provided an environmental soundtrack rather than a specific
soundtrack for the videotape .
Overall, I was pleased with this piece. In it, I tried
something new and I learned a great deal in the process. I
feel that the installation added to the thesis presentation,
in that it was a departure from the static, still
photographs. Adding sound, movement, and life size props
helped to bring the pictures to life.
I accomplished what I set out to do in this
installation. It was definitely a beginning point for me and
I am thrilled that I had this opportunity.
25
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VIDEO VANITY
VIDEO VANITY
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THE EXHIBITION: The Installation and The Sharing
Once all the hard work of planning the pieces that would
be in the show was well underway, I had to consider the
exhibition itself. The dates were given to me by the
coordinator of the M.F.A. Gallery: I had one week at the end
of September .
I spent some time in the gallery, looking at the space
and trying to imagine my work being installed there. For a
while I was to share the space with a classmate; however, she
cancelled and I had the gallery all to myself. One thing was
clear, there was too much space. I couldn't possibly fill it
with my work alone. I had to figure out a way to make the
space seem less massive.
The moveable walls were all I had to work with, and so I
decided upon a gallery within a gallery. I used the moveable
walls as my inner gallery's perimeter. I put together a long
thin space where people could enter at one end and see the
video installation at the other end. The still photos were
hung on the long walls. By doing this, I hoped to create a
kind of church-like effect, in that the viewer entered at one
end and could see all the way down the
"aisle" to the
"altar," while taking in the iconography on either side.
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I was pleased with the overall effect. The gallery-
within-a-gallery created a more private viewing space than I
had seen there in the past. Additionally, I was fortunate to
be able to manipulate the space to my specifications in order
to enhance the viewing of the art.
The opening was successful. Friends and family were
there and most seemed to like what they saw. Of course, that
was opening night. I waited for my thesis sharing to find
out what people really saw in my work.
At the sharing, it seemed to me that by the time a good
discussion about the work was getting started, it was time to
go. This is probably to be expected in an organized group
discussion as this was.
Initially, people were reluctant to speak and, when they
did, the comments were fairly superficial. I wanted to know
what they thought about the work and, even though it has been
a few years since the sharing, I still remember probing for
some deeper responses. Fortunately, Tina Lent and Malcolm
Spaull felt the same way and they helped lead the discussion.
As we talked, more meaty information began to emerge. These
viewers were able to see beyond the
pictures' surfaces, as
well as to make interesting observations about the video
installations. I learned alot from the comments.
The most notable discussion, which I want to share in
this paper, surrounded the
Calendar Girl series. As it
turned out, this series made some
people extremely
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uncomfortable and, because I tend to stress the humor that I
see in my work, these people were made even more uneasy. The
failed to see the humor of which I was speaking and, instead,
they concentrated on the deeper meanings; ones that I have a
hard time articulating. To these viewers, the doll seemed so
vulnerable. To them, she was no longer just a doll and her
photographs were difficult to laugh at.
It is hard to describe here how I felt in hearing these
reactions because it was a poignant moment for me. All of a
sudden, I was being accused of creating exactly what I did
not like about pornographic pictures. I was elated because
this meant that my series had worked! Frankly, this
surprised me because I tend to assume that my messages are so
veiled in my jokes that viewers tend to miss the point. In
my opinion, even if nothing else came of my thesis show, this
reaction/realization made all the work worthwhile.
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TECHNICAL NOTES
The thesis show consists of fifteen 16' x 20' Ektacolor
photographs , twelve 11 ' x 14 ' Ektacolor photographs , and a
video installation. What follows is an attempt to explain
how I completed each of these elements.
PHOTOGRAPHS:
The photographs were almost all shot in my attic studio,
using only 3 photoflood lamps, with bulbs of varying
intensities. Most of the time, I diffused the light with
interfacing. The camera I used was a
4' x
5' Wista Field
Camera, with a 135 lens. It was particularly important for
me to get the sharpness and the color reproduction that a 4 x
5 negative offers. The film I used was Vericolor Type L.
The set-ups were done on a tabletop. I created the
environments from scratch, using anything I could scrounge
up, from wrapping paper to
household products to fabric
remnants. All the set-ups were freestanding, 3-D
arrangements .
Once I attained the positioning
and look I wanted, I
arranged the lighting to fit the scene.
I usually desired a
fairly consistent studio lighting,
one that did not greatly
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interfere with the lighting that already existed in the paper
doll cut-outs.
I calculated the exposure, using a Luna Pro light meter
and then I tested each exposure using black and white
Polaroid film. This not only allowed me to be sure of the
correct exposure, but also it gave me a way to check the look
of the photograph, before actually shooting the color
negative .
When I exposed the color negative, I always shot more
than one and I bracketed the exposures. This standard method
proved worthwhile both for additional leeway in printing, as
well as assuring that there was a back-up negative in case
one had a problem in developing. It was much easier to have
a second negative on hand, rather than redoing the
entire
set-up.
I had the film developed at Campos Photography
Center
and I printed all the photographs at
R.I.T. in the M.F.A.
darkroom. I used Ektacolor 78F paper
for the large prints
and Ektacolor 74F for the smaller
prints. I was fortunate
that few of the prints required
some additional darkroom
manipulations. For the most part only
some burning and
dodging was necessary.
TTTT? VIDEO^PK AND
TH* tw.QTAT.T.ATION:
The videotape was shot
in varying locations. The
fashion shows were all
shot on location, using a Panasonic
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Camera and 1/2" VHS Videotape recorder. I had to bring a
number of lights in order to get a good quality video image.
Usually, I found that a softlight kit was the most useful.
The audio was recorded separately on a portable cassette
recorder and a lavaliere microphone. This was the best way
to record continuous audio .
The remaining scenes, the make-up and beauty parlor
scenes, were all shot in a more controlled situation. Here I
used a Sony 1800 video camera and a 3/4" 4800 videotape
recorder. The lighting varied according to the location and
I recorded no audio that was useful later.
I shot the paper doll animation in 16 mm film. This was
my first experience with motion film, as well as my first
experience with animation. For this reason, this was the
most difficult part of my shooting to complete.
Once again, I used my attic studio as my work space.
The camera I used was a Bolex animation camera, which I
borrowed from the film/video cage. I arranged my set,
purposely selecting a background
material that would also
appear in real life in my installation. The lighting was
designed to be fairly flat and consistent across the set in
order to avoid harsh changes in lighting, as my doll
"moved"
across the set. Once all this was in place,
I shot a test
run using 25 feet of 16 mm
Tri-X reversal film. I then
quickly developed this
in the R.I.T. versamat, in order to be
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sure of the exposure and of the movement. Fortunately, the
test worked and I was then ready to shoot my final animation.
The final animation was shot in 16 mm Kodachrome 40
movie film. Based on the A.S.A of this film and the
effective shutter speed of the Bolex camera (1/3 second), I
calculated that f/11 was the best aperture to use.
Once all this was determined, I could begin the tedious
process of shooting the animation. This was achieved by
placing the dolls in a specified spot, shooting 2 frames,
then slightly moving the dolls ahead, and shooting two more
frames. I continued in this fashion until the doll had
travelled from one edge of the fame to the other. As I did
this, I did not work acceleration or deceleration into the
doll's movement because I desired a more
"machine" look.
I completed as many doll combinations and movements that
I could think of and that would fit on 100 feet of film
(approximately 4 minutes of animation.) The film was then
developed by Kodak. The next step was to transfer the film
to videotape .
Once I had all this raw footage in the
3/4" format, I
could begin the editing process. I decided to prepare a work
tape, from which I could better plan the
final product. It
was at this stage that I made most of my creative decisions,
taking care to plan interesting
juxtapositions of images and
a sort of
"plot" development. I worked very hard at this
stage of my edit and I relied heavily
on the advice of my
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advisor, Malcolm Spaull, to help me hone my vision. The
final edit was merely a refined re-edit of the work tape.
Upon completing the final edit, I was now ready to
prepare the tape for the installation. To do so, I copied
the segment over and over onto a 60 minute videotape, leaving
approximately 4 1/2 minutes of black in between each repeat.
I also dubbed the audio that I chose to play throughout the
exhibition onto that same videotape. No attempt was made to
synchronize the audio with the video. They were two
independent elements that played simultaneously. By using a
videotape playback unit with continuous loop capability, the
program could be played repeatedly throughout the exhibition.
Before the show, I began to gather the materials I
needed for the installation. I bought a vanity table through
one of Rochester's illustrious swap sheets, which required
only a little paint to make it presentable. I then sewed the
ruffle for the table skirting out of the backdrop I used in
my animation sequence. Besides these props, I had to make
arrangements for the use of a monitor, a playback unit, an
amplifier and some external speakers.
EXHIBITION ANNOUNCEMENT:
The poster/invitation was made by printing a close-up of
the plastic doll face on a colorful
background. I used
press-type to transfer the lettering onto the picture. Then,
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I re-photographed this print on a copystand using a 35 mm
camera. The print from this second shoot became the show's
announcement .
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CONCLUSION
Now, nearly four years later, when I look back on the
exhibition, I see that I would have done some things
differently. For the most part, I was and continue to be
pleased with the photographs. However, I see much in "Video
Vanity" that I would now change. I attribute this to the
fact that this video piece was one of my earliest attempts at
a video presentation and that since leaving Rochester, I have
worked almost exclusively in the medium of video. I am more
confident now and I better understand how to weave such
presentations together.
I believe that if I had it to do all over again, I would
make the video and installation more complex and flamboyant.
The videotape itself could have been strengthened by giving
more consideration to the type and variety of
images I
gathered. I know now that I could have more efficiently
prepared for and shot many more video sources,
ones that
would expand the breadth of the
tape. As it is, I feel the
tape is a bit limited in what it
displays. There is so much
material that I could have used
and played off one another.
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Originally, as I was conceiving of the project, my
advisor, Malcolm Spaull, suggested I consider multiple
monitors, arranged like a three-way mirror on my vanity
table. I was intrigued by this idea but, at the time, I was
somewhat overwhelmed by the prospect. At that early stage, I
was not adequately prepared to plan such a project. Now,
however, I know that such an approach could have strengthened
"Video Vanity".
Furthermore, I think I could have considered multiple
sound sources and types. This would have been easy to do
and, I believe, it would have added to the viewers'
perception of being bombarded by Media.
Lastly, one simple change that I learned just by looking
at the show, concerned the installation itself. While I was
pleased with the set, I feel I should have placed it on a
raised platform, in order to get it off the gallery floor and
to provide the viewer with a sense of the vanity's own space.
Aside from these specific video installation
considerations, I feel that the exhibition was a success.
The reactions I received in the sharing indicated that people
understood what I was attempting. In addition, a few of the
photographs travelled to other exhibitions, where some
critics wrote reviews in local papers. I would like to close
with some quotes from those articles because they do an
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excellent job in summing up my feelings about this body of
work .
"...(the) work is a stab at current societal perceptions
and realities of female roles. A series of satirical
set-ups... are set to backgrounds suggesting typical ad
campaigns or magazine articles aimed at women."
from The Louisville Cardinal,
vol. 56, no. 21,
21 February 1985, p. 7.
"
. . .vignettes of combined and super imposed doll ' s heads ,
common objects and other photos that seem wry comments
on how advertisements sometimes set taste."
from The Courier-Journal,
24 March 1985, p. 110.
"One senses that these reconstructions, these visual
quilts of gender codes and expectations, want to direct
us toward an inquisition into the interface between
everyday life and
representation."
from Gender Constructions: A
Visual Inquiry into Gender
and Photographic
Representation, the
catalogue to the exhibition
of the same name,
March 19-April 19, 1984.
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APPENDIX 1
The Original Proposal
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STATEMENT OF PURPOSE
To explore the idea of exhibition as installation and to
attempt to visually unify groupings of still and moving
images .
In addition, through this format, to investigate the
imagery I obtain when I work with constructed or found
objects and/or environments, together with the words and
pictures of published or broadcast materials.
BACKGROUND
My interest in installation is a fairly new one;
however, I believe that it stems from an ongoing concern with
the arrangements of images/objects and the controlling of
environments .
The work I did before coming to R.I.T., while not
specifically photographic, did deal with the relation between
and the juxtaposition of objects an/or images. I was
interested in altering how we look at everyday things and in
attempting some sort of visual pun. My current work is far
different from that earlier work; however, I find that some
of those earlier concerns still motivate me today.
During the Spring Quarter of 1981, I began to create
still lives from found objects and pictures from magazines.
The imagery specifically relates to the depiction of women by
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these magazines and their advertisers. This depiction,
obviously an idealized one, stifles individuality and creates
clones of the media. Mass marketing and mass packaging are
the ideal for the consumer. The advice columns, the
advertisements, the self-help guides and the beauty fads
become the only prescription for a happy, productive life.
They tell us how to judge, among other things, our haircolor,
our nutrition, our wardrobe, our sexual habits, our attitudes
and responses towards other people. It is a sort of media
conditioning, which I believe is at once helpful, pathetic
and even humorous. I am a product of this conditioning; it
is impossible for me to be otherwise. Yet, I feel the need
to examine its effects because I am wary of blind acceptance.
There are those who do not question things. I find it
humorous to see the extremes to which some will go in order
to fit in, and it is precisely that they will go to such
extremes which I also find pathetic.
I hope to be able to parody this conditioning with my
own manipulations. By taking things out of context and
setting them off with other elements,
I try to point out,
comment on, and poke fun at this
phenomenon.
As I looked for ways in which to present my ideas, I saw
that the single image was not
adequate. I needed multiple
images and I wanted to get involved with sequencing
these
images in order to more fully express myself. It became
clear to me that the moving
image offered me possibilities
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that I had not considered before. Not only could I include
sound and movement into my work, but also I could force an
immediate interplay between image sources, thanks to the
ability to edit these sources together into a linear piece,
seen over time. These characteristics of the moving image
opened up a whole new area of exploration for me.
During the Summer of 1983, I began to learn video
techniques. I chose video because it broadcasts so many of
the messages I am talking about in my work. Television is
one of the main instruments of the mass media. In addition,
credibility is given to almost anything seen on T.V.
Somehow, television is real; even more real than a
photographs. I believe that this aspect of the medium is
useful for illustrating my ideas about media in general.
Up until now, my work in video has been one of learning
to use the technology; however, I am committed to
investigating ways in which my ideas translate to video.
Furthermore, I wish to explore ways in which I can combine
still images with moving images and I believe
that I can best
bring all these elements together
through an installation.
PROCEDURE
Throughout the Fall Quarter of 1983, I continued to
photograph the still lives.
These pictures are all taken
with a 4 x 5 view camera, using
Vericolor type L film. I use
a number of photo
floodlights and filtering devised to
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achieve the effects I seek. I plan to continue to
photographing in this manner for the next few months. In
doing so, I will be looking for ways to expand the content of
the photographs and to continue to perfect my craft.
Concurrently, I will begin to work on the video segment
of the exhibition. This will be to be the emphasis during
the next few months because I have not as yet concentrated on
this portion. Before I start, I plan to work out a rigorous
shooting outline, from which I can generate the field tapes.
I will then plan a final editing decision list and display
format, based on these field tapes, after which the tapes
will have to be edited.
Lastly, it will be necessary to bring the photographs
and video together into the installation format. I will try
to keep the final product in mind while working, but I will
also try to allow things to happen and to evolve as I work.
It will be a challenge for me to maintain a balance between
these two working methodologies. Furthermore, I will be on
the lookout for ways to visually mesh the two media. I have
some ideas, but I prefer not to commit myself to anything
until I see how the work progresses.
I will work closely with my thesis board for advice on
decisions like the above one, as well as for their technical
and aesthetic input.
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APPENDIX 2
Documentation Slides
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